! 1
DEFLATIONARY TACTICS WITH THE ARCHIVE OF LIFE: CONTEMPORARY JEWISH ART AND POPULAR CULTURE Rachel Garfield
This paper discusses art works by Suzanne Treister, Deborah Kass and Doug Fishbone. It considers the importance of their work for contemporary Jewish identity within the terms of wider conceptual questions that preoccupy contemporary art. These concerns are challenging the perceived structures of power, the "performance" of subjectivity and the questioning of authenticity. A deflationary aesthetic is central to the critique of these structures of thinking fuelled by an interest in the relationship between Jewish subjectivity and popular culture that underpins all of these art works.
I argue that popular culture plays a key role as a constituting factor in the production of contemporary Anglophone subjectivity. I use the case studies to develop the argument in the three artists' specificities and the way they all question the idea of authenticity as a stable source of selfunderstanding. Suzanne Treister questions history and our relationship with historical events, specifically the Holocaust. She also explores questions of the relationship between structures of power and narratives of history. Debora Kass considers the representation of Jewish women, power and iconicity. Doug Fishbone, a younger artist, takes on self-hate as a transformative tool and as a motif that destabilizes Jewishness as a category, especially in an age of the accelerated post-internet-derived subjectivity.
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Introduction: contextual factors
The artists whose work I look at here, Suzanne Treister, Deborah Kass and Doug Fishbone all make work that emerges out of the appropriation of various forms of popular culture as axiomatic in their constitution of Jewishness.
I have chosen these artists because they offer me a way of thinking that does not try to recuperate a metaphorical Jewish home or access to an ! 1 ! 2 authentic past (of the "I matter because my parents died in the Holocaust" variety) that is so common in Jewish Anglophone cultural discourse but, rather, situates a Jewishness within the common terms of reference for contemporary artists of structures of power, performativity, subjectivity and history. A deflationary aesthetic is important for questioning authenticity, hierarchies of victimhood and offering a radical forward-looking subjectivity through their work that eschews essentialist certainties.
The art represents broadly two ways in which to question the terms of representation in the visual field: problematizing the received account of the past and the authority of those versions of history through the notion of 'the archive', and questioning the subject through the invention of "personae" in art.
One of the defining features of popular culture is its contemporaneity. The very contemporaneity of popular culture makes it an unstable category (my parent's popular culture is not the same as mine) and today's popular taste is tomorrow's retro kitsch. It is not surprising then, for a diaspora community, by definition the product of instability, to imagine itself as if through the shifting lenses of popular culture. However, I would go further than this to suggest that popular culture is one of the key producers of contemporary Anglophone Jewish subjectivities not only through Hollywood figures such as Woody Allen but also, in the UK, by Jack Rosenthal's plays, 3
the BT adverts featuring the actress Maureen Lipman from the 1980s, Sacha Baron Cohen's Ali G and Simon Amstell's Grandma's House . 4 In psychoanalytic terms, Judith Butler has argued that "the subject is 5 produced in discourse".' (Bell, 1999,164) , suggesting that there is no fixed or stable core of the self. Thus you are not born "you" but that you become you through your interaction with the world in an ever-developing and changing way. Instability in this discourse is utterly central to the constitution of the subject. In this sense Identity is an effect of the way we live our lives, our rituals and interactions.
If identity is understood as an unstable process then art, too, is provisional, and reveals something relevant to our sense of self encountered in the viewing. In sum, there is something central to our identity, formed through our relationship with popular (and other) culture. It forms us as much as the way we form it. The very ephemerality of popular culture perhaps speaks to diaspora communities like an echo of their own formation through being forced to move repeatedly. In other words, popular culture speaks to Jews because of their historical unrootedness.
The three artists whose work I discuss respond to these ideas through their uses of mediated imagery, video, and the deflationary in ways to be elaborated later in this article. Steyn 1999) . The appropriation that all these artists employ to make the work exemplifies the legitimating power of the public sphere through which to affirm their Jewish identity through a shared, but borrowed, artistic language.
The Jews' expectation of equality is then matched by the lack of parity they have with the so-called WASP community, and belies the impossibility of full assimilation in a culture that is over-determined by race, ethnicity and religious belief. Assimilation also needs to be addressed in relation to class as in "the American Dream" (and increasingly the global neo-liberal dream) and to be middle class encapsulates such ambition. Benjamin argues that a story "does not expend itself" unlike information.
Information, he states, is ephemeral and overrun by the next latest news bulletin. The value of storytelling is ongoing, and he likens the storyteller to teachers and sages (Benjamin 1999, 83-107) . Thus, to draw out some more common threads, the instability of the narrative, as offered by Benjamin, opens up productive possibilities for understanding one's place in the world that the certainties of knowledge do not. Furthermore, while a narrative has an unstable meaning (as opposed to the stability of facts) as it can be adapted in every telling by the narrator, it is in the very flexibility of its instability that confers its temporal durability, with obvious implications for an appropriation-derived art form. 
II. The Archive
The curator Okwe Enwezor has set out the reasons for the predominance of artworks that use archives, viewing the archive "as an active, regulatory and discursive system" (Enwezor 2008,11) and as a fruitful source of artistic enquiry. Here I am using the idea of the archive not as a museum deposit but as "found" material that may be appropriated by the artist and drawn together to create a self-formed repository of motifs for specific conceptual purposes. This idea of an archive is close to the way Enwezor explains it as a conceptual entity as much as a material one and it is in this way that I am deploying it as a tool through which to view the work of The use of the archive in art can be a way of re-animating the past, using objects to point to different futures. For an artist thinking about the representation of Jews it can be a way to re-consider anti-Semitism, stereotyping and certainly the trauma of the Holocaust. Emerging out of institutional critique, the archive is seen by artists as a way of bringing history to the people (which re-inscribes their separation from "the people") and a flow in the opposite direction of appropriation of popular culture for artistic production and consumption. At best, the archive can be used to take charge of history, to look forward with some kind of agency, challenging stereotypes and hegemonic discourses; at worst (and the worst seems to me the most common) it can be used as an agent of re-investment in nostalgia or victimhood. Conversely, Kass, Treister and Fishbone use the material in different ways, but each uses the material drawn from popular culture as an
object of transformation through the use of a persona. It is the transformative aims in the work of these artists that make them viable case studies.
II: Persona work
What brings the three artists together is that they all create personae in their work as a comment on Jewish ontology and as a device that implies a condition of passing These artists are part of a wider trend that includes an 9 illustrious roster of earlier Jewish artists, particularly women, working through personae such as Eleanor Antin, Lyn Hershman Leeson and Claude Cahun .
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Persona work problematizes the link between the neutral and the normative or hegemonic (that is, white) in advertising and cinema, where the normative as white is constantly re-inscribed (Phelan 1993, 60-67) . This is why inventing identities has been a useful device for Jewish artists as an expression of both the elision of their non-normativity and their desire for acceptance. The persona forces the viewers to question who they think they are seeing. In other words, if the viewers cannot tell whom they are looking at in the moment of looking they cannot then lose themselves in the image. 11
Through the discourse of emancipation and assimilation Jews have lost their absolute (that is, corporal) difference and so can be subsumed into society but are then merely tolerated in order to maintain the hegemonic order. (Brown 2006,75) . Importantly, the language of tolerance creates an 12 obstacle to equality through its subjugating language ("I tolerate you"), and at the same time shows by example the point where equality ends. (75) ! 8
Passing has a particular role to play as an example of how the body can be "split and domesticated" through the destabilization of the gaze, in situations where you cannot be sure of who you are looking at. Through the example of passing, Brown brings homosexuals and Jews together as racialized bodies (Brown 2006,75) . Passing is an effect of the subordination of being tolerated because of the impulse to hide the non-normative self at the same time as it is a gesture towards equality through the inability of the viewers to really know whom they might be seeing. I would speculate that the predominance of women, gay and Jewish artists (and those who would claim to traverse those categories) who enact others are working at the fault lines of tolerance, using popular culture to subvert its regulatory power. Suzanne
Treister, Doug Fishbone, and Deborah Kass work at these fault lines. That they all create a persona in their work and all use popular culture as a device for their art is a testament to the ambiguity of their position as Jewish artists.
Suzanne Treister
Suzanne Treister emerged as a painter in the 1980s but moved more towards multimedia in the 1990s. Her work encompasses many forms that include drawing, the internet and video (http://ensemble.va.com.au/tableau/ suzy/).
Since the 1990s much of her work has incorporated references, implicitly and explicitly, to Jewishness in various manifestations. Treister intentionally overloads the imagery and information, and is concerned with history, subjectivity and structures of power through various devices
employed by the persona of her time traveller Rosalind Brodsky (1995 -2010 .
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She is a prolific artist so I will focus on videos that through a persona (or personae) destabilizes the certainty-in-looking that essentializes the subject through the assumption of being able to tell exactly what is being looked at. This operates in a similar way to destabilizing the idea of a canon through interrogating the archive.
Treister's videos are funny. Like Fishbone's, they are also notable for their homemade aesthetic. In Treister's case, this aspect of her work is intimately linked to the everyday socialization and self-empowerment of the
Other that was particularly identified within many of the second-wave feminist debates in art. She uses a low-fi visuality to contrast with the high-technology futuristic concepts that send up the B-movie genre of the Cold War, paranoid
American sci-fi. Her work becomes deflationary, bursting the bubble of highart pretension through the ironic use of popular iconography.
Science fiction has had a particular resonance as a popular counterhegemonic form and speaks not only of being out-of-time and out-of-place, of "race consciousness as earthbound and anachronistic" (Gilroy 2000, 344) but also in its actual impossibility constitutes a refusal to accept the status quo or the dominant narratives of history. As such, the popular culture that In Kass's reworking of Warhol, with the meaning reinvested in the originals, which were themselves taken from popular imagery, she is producing an identity for herself through icons that define her identity as gay and Jewish. This is a different Jewish from the assimilationist Jew, the suburban Jew and so on. According to Kass a more positive view, a proud Jew, with a distinct cultural language -"Jewtude". There is no single subject in these films: as I argue through Treister, the subject is constituted through the viewer's inability to tell what or whom exactly they are looking at. This is a post internet-accelerated subjectivity that finds itself unable to decide on how to be itself or who that In each of these artists' work popular culture is harnessed as a way to deal with a troubled history and to deflate the more usual portentous modes of Jewish artistic expression, such as Judy Chicago's recent work or Shimon Attie's work made in Berlin in the 1990s, to name two prominent examples of nostalgic sentiment that aim to find a Jewish "home" that constitutes the Jewish subject through ethnic insiderism and a sense of victimhood that elevates Jews through a legacy of ongoing trauma. Fishbone, Kass and Triester all posit subjectivity as an ambivalent and ongoing negotiation of self in relation to the world around them. They do this through a humour that disarms, using disjunctions in absurd and awkward combinations that ask questions about what it is to be Jewish now. Whatever they do with history or historical figures, the focus is on contemporaneity, flux and ambiguity through the use of popular culture and personae as ciphers of inauthenticity: to be a Jew is to be a construction of double consciousness, a construction to be lived through and owned nonetheless. Central to these questions is the acknowledgement of the bifurcated position of Jews as both victim and a subject of privilege, as both other and insider. In terms of art, popular culture can be seen as a site of cultural production that contains within it a parallel ambivalence: it profoundly underpins the sense of self of the contemporary subject while at the same time is still considered in some quarters to be a second-class relative of "real art". Ambivalence is key to the paradigm of popular culture that is so central to configurations of Jewish experience and identity. 
